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+ The Viktor Ullmann Foundation UK

was founded and established by the

British concert pianist Jacqueline Cole in
- 20602 The purpose of this international
+ and ecumenical inter-faith foundation is
to honour, remember and celebrate the
artistic lives, courage, visionary integrity
and genius of Viktor Ullmann and his
contemporaries, whose lives were so
tragically and prematurely ended in
Auschwitz , October 1944, The focus is

L
lr,'__:‘,'i‘_#"—_._,_f performance of their works; holocaust

. education awareness for the 21st
century; the inauguration of the
'Strange Passenger International Music
and Arts ‘Festival, Cieszyn, to
~commemorate Holocaust Memorial Day
'in Poland April 28 - May 15, 2005
dedicated to all people who suffered in
the genocide of the Second World War;
and the publication of 'Strange
Passenger Review' - the journal of the
Viktor Ulimann Foundation.
i The aim and witness of the Foundation is
1 not to sanctify these silenced composers,
but rather to recognise, -and
4 acknowledge their artistry and common
. humanity. And to bring them, into the
awareness, and sphere, of the
international musical and artistic
community of the 21st century. Theirs is
- - a universal musical language, "and
shadowed lesson of the whole world",
~ such music, "as the whole world well
understood would afford the
+ understanding®...Sir Thomas Browne:
“Religio Medici,* 1643. Their voice is as
relevant now, in the 21st century, as it
was in the early part of the 20th century.
. The partnership organisations. of the
Viktor‘Ullmann Foundation, the Pavei*
Haas Foundation and the Strange
Passenger International Music and Arts
. Festival, Cieszyn directive, draws all of.its .
‘inspiration from the profound and |
glorious music of-these remarkable 20th
century composers,

il

i

- Dag Hammarskjold"
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Do you create, or do you destroy?"'

“Just to live is holy"
;.Abréham:Jqsh_ua__HqgmeI:

e

"And should you play the harp to the melodious sun
and live in word, in wind and delight

and should you create witnesses in wounded songs, they shall all,
should we lose you, make peace...”

‘Verse Poem - Viktor Ullmann - 'On contemplating Schul’s coffin® -
composed in the Theresienstadt
ghetto in June 1944, Trans. Michael Haas

Siegmund Schul

-

Auschwitz Birkenau

www.strangepassengerfestivacieszyn.org

Viktor Ullmann - Goeethe and Ghetto

“The 'Greats’ whom we take as examples,
influence the ‘habitus' by reaching into the very
life-ducts of subsequent generations. And it
seems to me that the cultivated European has
had his behaviour and thoughts, world - view,
language, relationship to life and art, and
everything that is work and art, determined by
Goethe, regardless of how different the
dialectical ideologies may fundamentally be.
(The second great influence being the
‘antithesis’, the 'counter-stream’ which comes
from Darwin and Nietzsche). For that reason,
Goethe's maxim, 'Live in the present, live in
Eternity* always seemed to me to reveal the
puzziing nature of art. Painting displaces the
ephemeral, such as that of the still life with
flowers that then wilt, or landscapes that
change, the faces of people that grow older, or
historical events of the past. Music does the
same for the spiritual, for the emotions and
passions of people, for the "libido,' as we in the
west say, for Eros and Thanatos. it is from this
point that the structure or the composition of a
work must then become the conqueror of its
substance.

Theresienstadt was and remains for me a school
that teaches structure. Previously, where one
was unable to experience that weight of cruelty
due to 'comfort', (this magic of civilisation), one
was allowed simply to disregard it; it was easy to
create the beautiful form. Here, where artistic
substance has to try and endure its daily
structure, where every bit of divine inspiration
stands counter to its surroundings, it is here that
one finds the master class, it is here that one
understands Schiller: ‘substance must be
consumed by form'. This indeed is presumably
the mission of mankind, and not just aesthetic
mankind, but ethical mankind as well. | have
composed quite a lot of new music here in
Theresienstadt, mostly at the request of pianists,
singers and conductors for the purpose of the
Ghetto's recreation periods. it would be as
irksome to count them, as it would be to remark
on the fact that in Theresienstadt, it would be
impossible to play on a piana if there was none
avallable. In addition, future generations will
care little for the lack of music paper that we
presently experience. | emphasise only the fact
that in my musical work here at Theresienstadt,
1 have bloomed in musical growth and not felt
myself at all inhibited: we did not simply sit and
lament on the shares of the rivers of Babylon
that our will for culture was not sufficient to our
will to exist. And | am convinced that all who
have worked in life and art to wrestle content
int its unyielding form will say that | was right*
Viktor Ullmann/Trans. Michael Haas

Johann Sebastian Bach (1685-1750)
Partita No 6, E Minor, BWV830
Toccata

Allemande

Courante

Air

Sarabande

Tempo di Gavotta

Gigue

John Ireland (1879-1962)
Sonata in E Minor (1918-1920)
Allegro Moderato

Non troppo lento

Con moto moderato

interval 20 minutes

Siegmund Schul (1916-1944)
Fugue (1941 Prague) UK London Premiere

Viktor Ulimann (1898-1944)

Sonata No 7 (1944 Terezin)

Allegro

Alla Marcia, ben misurato

Adagio, ma con mote

Scherzo allegretto grazioso

Variationen und Fuge uber ein hebraisches
Volkslied

Fryderyk Chopin (1810-1849)
Ballad No 1, G Minor, Opus 23

“Every grain of dust has a wonderful soul®
Joan Miro

Renata Karpinska



Primo Levi (1919-1987)

"One cannort hear the music well from
Ka-Be. (Krankenbau - Infirmary). The
beating of the big drums and the
cymbals reach us continuously and
monotonously, but on this weft the
musical phrases weave a pattern only
intermittently, according 1o the
caprices of the wind. We all look at
each other from our beds, because we
all feel that this music is infernal. The
tunes are few, a dozen, the same ones
every day, morning and evening:
marches and popular songs dear io
every German. They lie engraved on
our minds and will be the last thing in
Lager that we shall forget: they are
the voice of the Lager, the perceptible
expression  of its geomerrical
madness, the resolution of others 1o
annihilate us first as men in order o
kill us more slowly afterwards. When
this  music plays we know our
comrades, out in the fog, are
marching like automatons; their souls
are dead and the music drives them,
like wind drives dead leaves, and
takes the place of their wills. There is
no longer any will; every beat of the
drum  becomes a step, a reflected
contraction of exhausted muscles. The
Germans have succeeded in this. They
are ten thousand and they are a single
grey machine; they are exactly
derermined; they do not think and they
do not desire, they walk. At the
departure and the return march the 8§
are never lacking. Who could deny
them their right 1o warch this

choreography of their creation, the
dance of dead men, squad after
squad, leaving the fog 1o enter the
Jog? What more concrete proof of
their victory? Even those in Ka-Be
recognise this departure and return
from work, the hypnosis of the
interminable rhythm, which kills
thought and deadens pain; they have
experienced it themselves and they
will experience it again. But one had
to escape from the enchaniment, to
hear rhe music from outside, as
happened in Ka-Be, and as we think
back now after the liberation and the
rebirth, without obeying it, without
enduring it, to understand what it
was, for what meditated reasen the
Germans creaied this monstrous rite,
and why even today, when we
happen 1o remember some of those
innocent songs, our blood freezes in
our veins and we become aware that
to escape from Auschwitz was no
small fortune.,.”

If this is a Man' - Primo Levi -
published 'by Bodley Head.
Reprinted by permission of the
Random House Lid,

Szymon Laks (1901-1983)

"Since for a long time | was o member of the
orchestro at Auschwitz 1} and during a certain
period its conductor, | regard it os my
obligation to relate and in some way to
commemorate this strange chapter in the
history of music, o chapter that will probably not
be written by any professional historian of this
branch of art....however, in spite of my sincerest
intentions, | shal not be able to omit entirely those
"scenic and idyliic pictures": to write abiout mussic in
Birkenats. ... about music in a Nazi concentration
comp.... one could also say: about music in o
distorting mirror.... Here is o quste from Vicor
Frankl's hook Psychologist in o Concentration
Compr ' Music as well as of other artistic
endeavors were too grotesque in the concentration
camp; they gave the impression of art only through
the phastly. contrast with- the background, which
consisted of desperate existence.! What
conclusion can we reach from this? How was it
reqlly? Were or were nat music.and songs, factors
inthe'memdﬂdcﬁuﬂ'urﬂismers?(w
periadical Przeglad Lekarsld 1977, no 1) It &
difficuit to make o judgement in the name of
millions of people who passed through the Hitlerite:
camps, whether they died there or come out with
their lives. In the end, the supporters of one theory
or the other were either witnesses of a small
segment of camp Efe over o relatively short period
of time or they base their opinions on documents

feft:behind by victims. One must also consider that

the music played in camps did not have the some
effect on everyone. | personally befieve that music
was simply one of the pants of camp kfe and that
it stupefied the newcomer in the same way os did
everything else he encountered in his first doys in

the comp and to which he groduoly became
‘habituated" in time - up to the moment of complete
acckmatization and collousness. Music kept up the
'spitit’ (or nather the body} of ory. . the musiciars,
who did not have to go out to hard kabour and could
eat a fide better. In the same isue of Przeglod
Lekarski | read another pearl written by a
professional musician, Adam Kopycinski, orchestra
director in Auschwitz |: "Thanks to its power and
suggestiveness, music strengthened in the comp
Esteners what wos most important - thelr true
nature. Perhaps that 5 why many certeinly tried
instinctively to make a certain cult out of this most
beautiful of the arts, which precisely there in camp
conditions could be, and certainly was, medicine.for
the sick souls of the prisoners." It is hard for me to
believe that this bambastic daptrap came from the
mouth of a professionol  musiden who was a
prisoner in o real Hiterite concentration camp and
saw more or less the same things | saw in Birkenou.
"Strengthened their true natures'! ‘Medicine for the
sick soul'! In redlity, the true nature of the
prisoner, manifested itself, with very few exceptions,
under the influence of hunger, floggings and
ilinesses; and the medidne for his "sick soul’ was food
and real medidioes, not music™!

.Muﬁcofm%dd-Szyanaks-

Publithed Northwestern UniversityPress.
With kind permission of Andre Laks.

SIEGMUND SCHEL. (1916-1944) -
‘Ammgh:md:pnwdwTamin.Singnmu!Sc:h'.l'mpmmu,*nlmmwiﬂimRcincruhdﬂidmnKk?ﬂ.ﬂuyumgu-mnﬁmn!nmmbr.'minfﬂumidmm.M.&mn&hofﬁh'pmidpaﬁminﬁnm#a:led'ﬁdmilgdalhng‘w
Acn'vitm')mdhispcrsoualm‘ﬁsﬁcdcvchpnmndmingﬂw)ursbcmemﬂiewmmnainohscme.‘ﬂuspuradic‘tevehﬁms‘mdrmmhpmvidedbyH.G.Adla-andluzasKmshmdlyieadmsipﬂimlmﬂm&mﬁofwhmwcnhudymw.m}mh\dimﬁmufm
m&s@m-y‘_mumommmmaihbk‘mlqgbm_ughlwtpy_lheﬁiﬂt!mmailmﬂyhmmmwwuﬂwuﬁﬁcmﬂmeMymmmehmﬂnlifeanduwtso[SicgmundSehuldmusmme
chiefly, from the uppeaisal eaned by Vikior Ullmann afiér Schul's death. This memow and the poer ertitied *Ont Contemmplating Schul's coffin’ bebong to-a collection of writings newly mvaslable agzin in which Ulimann expresses his views on fhe 'Leisure Activities”

I the introductory part Vikior Ullmann writes:* The compascr Stégmind Schl has dicd in-Tercsin after a long chronle ilinexs, aged twengy: eight tecrs. Hith kim we have lost the sort of talent which is rormally referred to at “of great promise <The: toro musicians beonme
wquahﬂadinﬁamx.ngbemedepmﬁm.hl931mlhehu.mlz'n:mbeganmuhmﬁuofﬁeymmgmmﬂfo!hwedhixmkﬁcmwﬁ%nmdmlofpmmﬂmomdewt‘slife,nndtdspﬂsmmlchummmmmlhmmlﬂhmm
MMWMMWM.MAWWofmmMﬂmmmfmndiuway,ixmdx_e-‘meirlwhid:hasinmm.hmmwﬁch@ﬂmdnmmwuﬂ:ymwofmfmnnﬁmmnmgﬁxI:ﬁu
sl works of Siegmund Schul? Wollang Prinz, the co-cditor of the Memorisl Book of the Jowry of Kussel has atso heiped uncover details of Schul's iife and-carly years spent tn Kessel, ey e P g

Stegmund Schul was bom in Chemnitz (fonnally Kamenice) on the't 1 of Jafisiiy 1916 and spen the first twelve years of his life there. His father, the small nsinessman Méndel Schul (borm B of Ociaber1865) was fiom Glojow & Glicia (Ralnd)The bisthace of fis
md:rolrga[méSdigxmm.bom1B‘h0ctobcrlETEu]isgivma.stmnmd."{hefmnib‘saniva!inKassclhmgiauudns]"'w-!mt'orth:rgﬂ!.ermdils‘nfoaoba:fwﬂwnmhmnrﬂmlnmewﬂhxh_t,haeoonhnceuﬁﬂiem!mm:pmdise,nlifnmily
members were registered as ‘Mosic®, W follows from this that- Mendel-and Olga Schul were married on the gth af February in Destmund. This maMuuH‘ssqmd mamiage;-he had-four-children with his first wife between 11889 and 1595, Mendel managed a business in
Chemminitz, which sold clening materials and ‘manufacturers' seconds'. The business went fnto receivership one year before the move lu'Kmd,-Li? $929:it el beeit strock off thic cormmercial Togister. ‘There:is documentation, avallable, thenks 1o an entry;in-the-teglster of

inhabitants , that Miendel Schul had become 1 citizen of Saxony, This fact, relating to Saxon citizenship, was subsequently entered in the civil regibter in-Kizel, Even though ihe family no longer resided in‘Cchmilz.Mndd'Sﬁulww_-as officially declared statetess -3
Nuvmﬁu-.'l’hcnoﬁmdedm!suﬁm'Mdbemmuﬁlﬁngmnbmﬂmhnmrﬁmbrrdjgimnbdk&mﬁmﬂcﬁmwﬁchhcwﬁcdwiﬂ:lﬁmfr'pmhisnaﬁveGalaciagmvedvaysigniﬁcamforSﬁupM‘sspﬁihxaldévdopmcnf:ﬂncwnmctbctwemmcmditimulgmdu
ofdmthﬂrsynagogmmdhhindimﬁmhwmﬂsﬂnt:dﬁngntﬁm-wwhichisuzlldoammled-furﬂ;eh&u_-pmnfﬁissnjmin'ﬁ:gic.canbeusi]ynmhmﬂ&mmhi;hméﬁuhhwwywbymmimmumomoﬁmm.mfmﬂy
souight Gnd Toimd a way 1o liaise with the: kewish community of the city of Kasscl. :

Over Schul’s kife, very linle is kmown. He undertoi his fitst nmisic composition icsons in Kassel Germany, and after leaving Gennany in the 1930% for Prague to iy, i Tusiéal tizning, became 1 compasition student of Fidefio F/Finke, Vikior [ilann and Aloia Haba.
Bhue 10 the ténigorary liberatisation in'Berdin because of the Olympic Games Siegmund Schul was able 10 study with Paul Hindernith between 1935 and 1936.,Ulimann’s statement.in-his Memoir: *Schul had been the pupil of Hindemitl and Haba* has led to more confusion
rather than clarification. It becames evident, however, that this would have cotailed Schul’s retum to Gesmany afler his escape. It hes been impossible ta establish, either from the students’ rolk of the Berlin Musikhachschule or from the records held by. the palice, nor yet from
the Hindésmith architve that Schul resided in Berdin over a longer period of time. [Thanks to receat.research in the Prague City archives, this hypothesis has become very implansible indeed. Enfact the whole notion of Schul’s study with: Hindemith proves 1o be one of those
mylhswhiclmrigimmddmlnghlsrweptionimoTuezt'naudwhii:hispadlyﬁ:crmﬁtnﬂimmclrmdfnpofommwarywmbylﬂhumMME&'.’F&H"::ﬁdimmmnf&dnﬂ%mhﬁam:mb?@hmdﬁmﬂi‘ﬁ?éwmmmwmwdmiﬁm
*Thase who never were 'for Alto voice and piano Op 9b No 1, ngucl‘?..?.l!?ﬂ-',andEumﬂmfnﬂﬂml(ehmhlssmdicsattheﬁﬂmmAmdunyofMusicmngtn&mgdxwhwmaufl!?}ﬁﬂ?mdwInl:sLSo.nswasﬂtccasewiﬁ!manynﬂurmigmntsﬁm
lh:gripof_!i_chNa.timnlSmialistmmc,Sdmlmﬁmw?mguenﬂnphuofhisexlhmdmhismdmmmmﬁdcﬁoﬁ Finke, the latter was the- Diroctor of-the Academy and who allowed Schul quite a free hand when it came to preparing his diploma
\Amk.'l'hisnmd:itpmiblcforsdaﬂmmmamhgmuwcquxionofwhichpmdmdhism:dimmd“ﬁdunigmmbseqmluylnvchmpttnﬁuodmm&'ﬂ:amd:mymmmicﬁtrnmﬁswmmwdmﬁxﬂeunrﬁchﬂmgBohm{n[{i:mm-
Newspaper of Bohemia) of 9 September 1937 *The most advanced compuser, one of the Masierclazs sudents, claarly coming from the school af Hindemitk, is Siegmiand ScFul, who with his ‘Phantasie for siring sexter, presented us with @ work of thematic as well as
structural independence, a deeply intcresting piece . Apart from the string sextet whiich made a deep impression on his fellow-students, Schul 1s believed 10 have composed 2 piano sonata at that time (conversation By Ingo Schultz and W, Hubner on 16.4.1993) but it is lost,
glong with the sextet and is somewhat unlikely to have been performed before the establishment of the "Proteciorate of Babermia and Morvia.’ Histmer and Schul were both together in the orchestral conductor’s class, which was led by Georg Szell to begin with, and, afier his
appdintment to Glasgow m 1937, by Friz Rieger, the later GMD at Murich. The lange somewhat corpulent figure ntSchul,w!maccmdﬁ:gmhisslmsighmwasnl\\aysbmtn'ruﬂn!:mm'.dic_lnmma.kelhcbwimmmimm’mdmgmHuhmr?supamSmﬂma&:
the follawing recommendation to Schul on accourit of his rafher ancoontinated baton-movements: You shouldn ¥ be prodding ot the orchestre like this, you should be chndiicling" (Comments fromn Hutwoer's Prague Journal). Neverthelss he atiained the requind grades even
in this subject. “The ‘Bohemia’ reposted once again on a successful diploma concert performance on 28% of May 1938. lltsqa.ﬁtcpmbablcdzu-hgthispuiod'w'plncedeiil'snnmthmeatlhemn;ﬂdﬁmmﬁalsofAluis Haba as Schul was very mecresiest miHaba's
upuimuml-mhmmloumosiﬁom.whilnnlthemﬁmmcamdwithwﬁﬁng-dewﬁmulwgrhfwmmmpﬁmufhgm.%@juhwgmﬂ%‘s influence was on Schul’s creative development as a composer is-hard to establish given the
paucity of surviving works.

As ot Kissel, Schul sought contacts with the Jewish community in Prague. His friendship with Dr Salomon Licben (ol'lhe-l;ieben-kitels‘scheBﬂshi:ormycrvmn'lludloworkonujoixnmusncaipmjed.Tth'fmu‘ﬂlamitymSélml'spaumrﬁndsussﬂmgly
how deep the Toots of his Jewish faith had become, since his exposure to i in early childhood and youth. A comprehensive collection of chasnts used i the Old Prague Synagogue was planned. Preliminary work had already started in 1935 and by 1941 some 165 melodies had
been written down. Siegmund notated the chants as Dr Licben sang them to frim. Subsequently the chants: in modem rotation were presented k;uk}mnd“hllerstm fior proofieading--Alois Haba too- followed-this work with-great mtersst. 1t was on-his adviee that Sehul
discanded the originalty-imended ‘mathematically cract! indications conceming the melidic micro-intervali i noted divwn instead the departure from equal tempered sertitonal systein using the siged + und - respaciively. The cellection remained unpublished eveshacgh
Schul worked on it right up 16 the time of his deportation io Terezin, Two tiems from the *Synagogue Chants | have been preserved in Prague, F
Theyembctwemﬁ)cemxplcdr.mnfhisswdicsmﬂu:Amdmw_n.ndhisdnpomnimmTcrczinoﬁi:nuonlyaIiuieinfomutionmmemingSdml'spersonal'simﬁonmh’upni!'wsimulgrwﬂl..h'.':vifasllw‘mscwiﬂldi‘mms:ﬁulgw.wue;chﬁdﬁmnpubﬁc
culsural iife affer the creation of the Protectorate”. Daperhunites for, musical activities were soon dependant on one’s gwn initiative; these took the form of nimerus private concerts piven it the then stift-availible apanments belonping 10 musicians and musicbovers; Scind

could make contributions to these progromms from his existing corpus Df works, Dne miay lepitinialaly assume that it was within, this. framework thathe nuw;last works such 2 the soog cytle *Ghants. i Gad! and the sbgve mienitioned plans sanald, possibly, alea the ke
'sonata’as mentioned by, Llimann in-his-Memoir. gained a-hearing. The Jewish Cliural Association tried to improve this hopeless situstion in which the artists still remaining in Prague found themselbes, and organised the so-called ‘Umsehafings-Kurse’ or courses for
m-edwaﬁm.MmicianssuchasmhnmandSchu‘lﬂuufoundnnr.mﬂcifw.:méiizluctivity.in“iiiﬂim'lmstwadagmc,ﬂrkskillsmdqpaimmaﬂmwhdgedmdmemﬂwbmmmkmormllmofmmgmkwhhdbemhmwdﬁum
attendance at school or college. These courses for re-education were schualty permitied for the prpose of; giving Jews who were propared (o cmigrate, an easier professional start in the country, of reception. Under, the cover of this official fnstiution, however, 7 true
underground conservatoire came into existence. The camouflage did not extend only 1o the title 6f the enterprise. ‘The participants had to disguise their occupation. Sehut was officially engagsd s anSelectro-technician’, while Ullmann gave his profession as “toy-maker”,
It‘wasmlyinlhcywIﬂl'msﬁmnmﬁd'hmmsnlhmpsmmmgmhhdmmwhwﬁwmmmﬂwﬁdlﬁwyﬂwnda_t 15 Cashavsks Street i resent themsedves at an assembly station at the Trade Fair Building. They were
e on onc of the first deporiation transport groups on 308 November. 1941 to Terezin. r -

H is in one of Ltimansy’s ictters from Terezin that we find evidence shawing thit apart from forced labour; Scid had been able to occupy himself musieally He covtinued to compose mostly chorat workes that draw their themes and insprabion from the Book of Psalms.1ifimans
speaks about an foccasional work® of Scl’s which, during e first half ofi 1943, had been heard in a concert within the frmmework of the ‘Lessure Avtivities® dnd which we may asflinie 10-have been dnc of the preservet $tring didds The myit impontant, but unfortunately list,
afiSchul’s compositions from Terezin is tic Divertimento Ebraica’ & string cquartet with variations based on a Hebrow folk- song. Schul must have started work on this piece soon after his arrival af the camp as the Divertimento was performed-forthe first thme by the Ledec
Quartet in 1942.At the end of 1942, Schul suffered a nervous breakdown and comtracted tbercutosia, an iliness for which there was no medical treatment available in the ghetto. Siegnund Schul died of malnutrition on the 2d of Junc 1944 in Thercsienstdt. Viksor Ullimareh
wrote a moving obituary for Siegmund Schul-in verse form. The following poignamt tast-words of Viktor, Blimann taken-from his *Memoir” clearly shaws that Ulimann.with his usesi sel-effitemnent, did not describe i rehationship with Schul as a teacher-pepi] bond Bt
rather accepted the | 8-yeans-younger composer as a colleague and a mature artist in his own right.

“In the'last pears ke (Sicgrnd Schui] liked fo discuss with me all the problems of the new muusic, as well as the classical: questions of form and tonality; their re-shaping ardl-breaking up, guestions of syle, gestheris, the-turrent iew: f the warld and mam aetails
penalning to some of his works in progress. He made sure | was kbwping up to date about every phase in the creation of new works of his, and sought my advice sometimes in the procest of creating them whilst playing them o me. Twasthur grining o rare insight into the
artistic development of this personality whase true caliing was music, We have lost in Schid a remarkable and ambitious artissic personality. | am not using the commuonplace phrase of an “In memoriam ‘when 1 maintain that he was filly fustificd in saying: fust before he died
“Es ist sehacde um mich”. ("ihat a pity I've come to this"} And Irwas the trath . " Vikior,Ullmana - Memoir.

Fray Olga Stem Schul was deporied 10 Auschwitz on the 10t of October 1944 and survived. After the war, Oliga Stemn later married Pavel Brandeis, a follow holocaust surviver whase first wite Friedl Dicker Brandeis, as artist of the Bauhaus period, §ifee long friend of Viktor
Ullmann, student of Amold Schoenberg and Paul Kiee and 2 Carer of the Terezin chikiren (see 'Kinderzeicmungen’ — Children’s drawings?) had been murdered in Auschwite.

With kind permission of Dr Ingo Schukty, transiated by Blanca Bartos Kamp - +

Siegmund Schul’s ‘Fugue’ s the only surviving fragment for solo piana of his entire compositional output and receives its Londen UK Premiere in the Wigmore Hall, Wednesday 25t of October at.7.30pm 2003, This work is the third movement of 2 Plano Sonata,
which was compieted on the 19% of ity 1941 in Prague. The first and sccond movements are lost. Schul’s Fugue is crafted in o similar way, and prefigures, though on a smaller scale, the Fugie ['Pa:lmamult_l: fait’) of Olivier Messiaen’s * Vingt Regards sur L'enfant Jesus,
wb.ichMm:'amcomposedinParisbnm!lMuchmﬂﬂnsﬂ‘ufﬁqmmlW.Tbcu.ﬂﬁm-isexpansivcﬁomﬂwmybegimﬁn&mﬁhgmiﬁmnmnﬂnwwﬁqgmﬂmwhﬁuﬁu twm orbit in space endtime. There are also cleady
influences of Pal Hindcntith, Viktor Ullmann and JS Bach in this 30 Movement, whose majestic climax reaches for and ends on an affirmation of hope end in tha fight -

Jacqueilne Cole .



“To-fall-to-rise:a-thousand-times-and-not to sigh. "
Unknown-Poet-of-the-Theresienstadt.Ghetto

"Qur-will-to createlArt-has-always-been as-strong-as.our—
will to survive"-".Pavel Haas (1899-1944):Terezin:

"Now what is music? This question occupied me for hours before I fell asleep last night. Music is a strange thing.

I would almost say a miracle. For ir stands halfway between thought and phenomenon, between spirit and matter, ’ ] £
a.sort.of nebulous. mediator, like.and unlike. each.of the.things.it mediates - spirit.that. requires. mnaifestation.in time, and magter ey | 1 7|
thar cantly without space” We'donor kndvwhat maisic is...." Heinrich Helne=—Neunter Brief-Uber-dic franzosische Buhne— 7"+ 15
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- “Wir suchen vergessner Engelgesang
““We search for the forgotten song of ange/ls".....
Viktor Ullmann
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"Beauty is all about us, but how many people are blind
to'vit! People take little pleasure in the natural land quiet
and simple things of life"... Pablo Casals

Viktor Ulimann was born on the 15t of January in Téschen, now Cleszyn P6land, 18987 {Testhen™ [te"shun),
Czech Tesin, Pol. Cieszyn, former principality {(c.850 sq mif2,200 sq km), now diviQeH‘ een Czech Repubtic
and Poland. Teschen was its chief town. A part of Silesia, the principality wasfﬁnder Bohemia.from-1292-t6°
1625, when it came under Hapsburg rule. It remained part of Austria until 1918_Its important coal mines (the
Karvina basin) and iron depasits and its strategic concentration of several major rail'lines made it an object
of dispute between Poland and Czechoslovakia, each of which claimed Teschen on ethnic grounds. After
World War 1 the Conference of Ambassadors, a body formed to help implement the Versailles treaty,
divided {1920) Teschen, giving the Western section, incdluding the Karvina basin, to Czechoslovakia and the
eastern agricultural section 1o Poland. The town of Teschen ako was divided into a Polish section, Cizzyn,
and,a Czech section, Cesky Tesin.Poland, however, continued to claim the Czech section and seized it (Oct,
1938) after the. Munich/Pact. During World War_11,the eptire region was annexed.to Germany, but.in|1945
the status quo.as.of.1920 was restored despite Polish. daims.};An.Austrian of tewish descent and thelson.of.
an army officer of the Austrian lmPeriaI Army,-posted in Teschen,-ﬂ're} Ullmann.jamilf" moved to Vienna in
1907, where Viktor Ulimann received his education. After mil{tary service in World War1,|and studies to be

a Lawyer- like his fathér Maximillian Ullrpann,i\liktor Ulimann continued his,musical education under the

guidance of Arnold Schoenberg who in-turn'recommended h!m to Zembinsky.~int1920 the latter appointed
him repetita0rat the German Theatre in Prague. Ullmann subsequently became jysical director-at-Usti Nad
Labem {(Aussig) in 1927 but left his post after a yea'r: As a committed and genuine seeker of truth, with the
sott'of"a poet and possessed of a fine intellect - Ulimann was both a Greek and Latin scholar, and as 2 man

_of ‘faitht drawp sincerely, to,the writipgs of Rudolf Steiner, bis agtistic life could function.well along parallel

Jlines, .and.his.loyalty. ta.the.anthroposophical society, .Jed him.to.take.upon.himself.in.trust,.the.rolé.of
-bockshop owner-of Novalis'.in.Stuttgart-(1930-1931). - He-returned[to Prague, because-of hankruptcy.and
after-the-Nazi acquisition-of power-though Steiner’s philosophy left-an indelible impression-upon his,first
-opera“Der Sturz des Antichrist' {The Fall of-the-Antichrist-1935)-and-his-subsequent-writings; literarytand
musical. He was also a gifted and spirited music critic who has left a profound legacy of philosophical
thought, reflections, observations, concert reviews, letters and verse diaries - 'Der fremde Passagier, Ein
Tagebuch in Versen'. (Prague 1938 -1941)"...Was wollen Sie hier?®"*ich bin, zu dienen, lhr
Mitpassagier*.”Ich dachte, dass ich der einzige sie!""Ein kleiner Irrtum, der nun vorbei®..... {lbsen, Peer
Gynt) In the 1930's, like Siegmund Schu!, Ullmann studied compasition with Alois Haba, whe was also a
fellow anthroposophist, hewever Ullmann did not adopt any-of the latter’s micro -tonal technique. During
.his lifetime, Viktor Ullmann was never able to get the backing of a music publisher, though he wrote some
forty compositions, induding three operas, two string quartets, four piano sonatas, various orchestral work:

and songs for voice and piano. There g also his celebrated ‘Five Variations and Double Fugue on a Theme of.

_Arpold Schoenberg’_for.sola piano, opus 3a.1925/29, {and his:opus.3a, reworked.into ‘Nine Variations.and.

Double Fugue.ory ‘akTheme of:Arniold. Schoenberg'. 1939) ‘which.wori_for_ViktorUlimann.the prestigious
«compaosition prize| ofythe' Emil Hertzka Foundation in) 1936, thesame work which he had,also very
successfully transcribet} for,string quartet and orchestra. Sadly, some of his other works are lost, far example

" his opera based'on Henryk [bsen’s Peer Gynt; his Symfonia Fanhtasyczna for orchestra inspired b Felix Braun's

Tantalos' and a themé of.which is latér taken up again in Ullmann’s opera 'Der Kaiser von Atlantisf*[apd an
orchéstral work under the guidance of Alois Haba, his "Symphonische Mésse zur Ehren clles Erzangels
Michael®opus 13, which he comi’;ieted._in 1936. By this time, his relationshipywith the Anthroposophical
Society was in difficulties, Subsequently,-Ullmann decided te move on from cohl_fﬁying to engage with such
acommitted- anthroposophical perpespective;-and was eventually-re_accepged-into,the—(:gthotic-&hurchpin
Austria on May|11th 1540 In'the yéars before his deportation to fl'here-sien_é’ad_t.,(wa'l.-wﬂ) Vi!nor Wimann
suffered depression, which resutted in his hospalisation- His siffering was further compounded by the foss
of his' pare_p‘rs:To'a'dd “to'his'hereavements;he was‘forced;t'c?parrwtttghls'jtwd youngest'children,"who'he

———=naVer'saw*again;“after'they were sem‘on"bn’é’of‘tﬁe'ﬂnal'Klﬁde‘rt'rani]iqrtsﬁo"th‘e“'Ur'\Itéd'KirTg’dtirh’\ﬂS‘

Sweden, All this, in an increasingly hostile and dangerous climate, with no real thance for Viktor Ulimann to
reach a safe haven, and all possible escape routes made impossibie by hu:rrianﬁndif'ference and officialdom.
This was before he was transported to the Theresienstadt concentration cafp o:l'1  the Bth of September 1942.
On arrival) he.\;ﬂ.?a"s's_oon given the task of co organising with the Czech composer Haps, Krasaythe _sd:r.alled
‘permitted’ {gisure actjvities wii:tlin_'the ghettoswhich had been injtiated by the composer, Rafael'schaechter
(1905-19411)Fta’|{i3‘§-ain' active[part_ih the’ fusical life that flolristied,, fram withiA the mosya‘;';a‘aling
% - p N ) aafenim Y g 7 F) "y Wy m T [
conditions that prevalled for evéryone, He produced works forv wh]c_t_wg is best remembered - severdl.song
cycles, three1 piano-sonatais,-a.string-quart'et,-the symphonic. poem 'Don-Quixote-Dances-a-Fanda'r_'fgo'?wrﬁich
was fobe the-overture-td an opefa-of tHat' name-in-1943=~He.was preparing-notesfor- an-opera,-based-on
the-life of Strboantof-Arc) and-of coursethere was his masterpiece; the Opera *Der Kaiser von-Atlantis’; an
extraordinarily” insightful,” propheticand “enlightened - probing " parable”on“the nature”of ‘transience and
mortality Whose profound themes he had been working on since the mid 1920'5; but who found his great
co creator and librettist for the final realisation of thé opera ‘Der Kaiser von Atlantis' (The_Errnpernr of
Atlantis) in the young genius artist Petr Kien (1919-1944), also incarcerated injTheresienstadt’(Terezin ). The
dress rehearsal performance of 'Der Kaiser von Atlarjtis’ in September 1944 was conducted by Rafael
Schaechter, In the performance of one of Ullmann's perhaps finest last works -his celehrafed ‘Cornet..for
Narrator and Piano/Orchesfra to words of the poet Rilke composed in the summer of 1944, Rafael Schaechter
was the pianist. On the title page Ullmann inscribed a dedication to his third wife, Elizabeth: *For.my Elly's
‘hirthday, she 'goes along’ with the years of this century. 27.9:1944, At the bottom of the|manuscript title
page is written; Theresienstadt Juli_1944.,0n the 16th of. October, vikfar. Ultmann, was senit on one.of the
final transports to Auschwitz,/alongside Petr Kien, Rafael Schaechter, Pavel Haas (1899-1844) and'HansKrasa
(1899-1944). It.is possible  that-these - five. most . gifted. composers .and - artists of .the | 20th- century -perished
atongside one another.in'a-gas chamber on-the-17th-and 18th of October 1944, Sonata No 7 (Terezin-1944)
Ullmann's last work, writtenon scraps of lined paper, was composed and dedicated to three of his children,
Maximillian, Felicia and Johann Marcus, and was completed in the Terezin'ghetto on!the 22nd of August
1944. This work is here performed for the firstytime in London's Wigmore Hall. There-are five movements
whaose themes draw their inspiration frgm‘_l;lllnlhnn's most persanal references Allegra: Alla Marcia, ben mis-
urato:Adagio, ma con moto: Allegretta grazioso: Variationen und Fuge ubegeinthebraisches Volkslied, The
last of Ullmann's Sonatas Is full of autghiograghical musical quotations for éxample from Gustav Mahler's

I SThé Song of the Wayfdrei;?.and Richarif]voniHeuberger's Der Opéfnball’ - aniOperetta that received its

premiere‘in the year of Ulimann's birth}And though ftis' rumoured that Uimann was o lover of Operettas;
heverthelessrarrepejteur‘arrld'c'oqdusttng‘assi;tan't‘:to‘me ander: ZEmlikky, at™the~ Gefman jTheatre in
Prague;-he-wouldZhave~tebn®involved A~ thETpreparation] of chofus and singers ih Zemlinksy's rare

“production of 'Dar Opernball’ Staged i Prague in October 1923. 17 The grotesque ‘allegretio grazioso', ihe
“scherzo and Trio of Ullmann's Seventh Sonata, 'Oer Opernball’ is quoted as if in a dream, but oHers no respite

. . . + . . . dpopep U, N . . -
even in fleeting distraction, from the grim and violent reality of life jn the Terezin ghetto."Leise ist mir noch
Hoffnung spater Wiederkehr® ....."Silently there is still hope{(in me) for a late retiien;.c:;; Viktor Ulimann
writes at that time. The climax of the sonata is the theme, variations and fugue|basgd on the melody of
Yehuda Sharett's Zionist song, composed in Beriin in 1932, Each of the minimalist eight variations weave in
and out of Sharett's 'Song of Rachel’ which is a setting of a poem by the Russian Jewish poet Rachel, in which
she imagines herself as nhamesake to the Biblical.q'latriarch:"Bf.!huld, her blood flows in my blood, her voice
sings in mine - Rachet.who tends Laban’s flock, Rachei: mother of all mothers®. Widely sung by the pioneers
‘settling"theildnd of [5raél, |UNimiann may wejl' have comé across this song fram members of Zionist youth
movements.Ini-Terezin,Ollmann alsa finds"the similanty in this melody to the Slovak national anthem
‘Lightning i over_the /Tatra', which was banned:by the Nazi's, and the Hussite Hymn - Ye who.are.God's

= Warriors, combining them.as with. great.flair.to appear.as.an. audible.illusion.of.one single song. He. quotes

J Cruger's Chorale, Nun danket.alle Gott {Now thapk we all our God) and the name of B-A-C-H and there is
even’an atlusion to'Wagner's Tristan. and- Isolde.in the final glorious resolution of Ullmann's epic seventh
sonata. The Fugue ends majestically"and triumphan lj.in the key of D major, with greatness and genius of
spirit and the best of humanity. Jacqueline Cole'Director Viktor Ullmann Foundation

e Wia arealad,
. na pHtalef vesirek.
¥ brosborérad 2 VI

- —“We-cordiallyjinvite jou
—to-afriendlysoireé-i
the potato peeling
room” 1943

.
(Y

)
1943 19 h,



“ es ist das Ferne nicht beklagenswert, vielmehr das Nahe, dass in ewigen Schatten ruht...." "one shouldn't

mourn the far-away, but the one which'is close, but in"eternal shadow....."

Quotation of the verse - tragedy "Tantalos" of Felix Braun, which Viktor Ullmann set into music as his
»Symphonische Phantasie®-(the work-is-lost).and-which-he.also used as a-theme .in-his.opera.'Der Kaiser

Johann Sebastian Bach
(1685-1750)

The German composer Johann Sebastian Bach
was born in Eisenach on the 21st of March 1685
and.died-in-Leipzig-on-the 28th-of-July-1750.It-is
because Viktor Ullmann-quotes-the-letters-of-iS
Bach's_surname_B-A-C-H_in_the_variations_and
fugue of the final movement of his epic seventh
sonata, that it,is therefore fitting to present in
this_concert,one_of ‘the most. profound works_of
Johann~ Sebastjan~Bach for~the keyboard.” The
Partita~No"6in~E; Minor~BWV830 belongs-to
the four sets’ of CIavig—Ubung ('Keyboard
Practice',1731:42),” which '~ embraces’ “his
Harpsichord Partitas; so-calied Organ Mass; Italian
Concerto and Goldberg Variations and-the second
volume _of-the,Well Tempered Clavier-(c.1742).
The first movement entitled Toccata consists of an
improvisatory——introduction-—leading —to—an
extended_fugue, the_subject_of “which_has_a
simjlar dialogic to the first three ascending notes
of “Yehuda Sharett's Zionist Pioneer Folk Song
from Berlin composed in 1932! This is followed
by-a-poignant and meditative Allemande, and-a
wonderfully - crafted—Italian—Courante,—whose
simple-two--voice -texture- is-of-a-nevertheless
grand' design with definite first and second
subjects. The Air, inscrutable and_slight, is
followed-by-the-Sarabande;-deeply-moving-and
tragic_in—its_intensity—and. grief.“AZTempo_di
Gavotta, with/its cosmic 'lightness' and_complex
dotted triplets, lifts.the sadnestgfof the Sarabande,
making-way. for_the_austere’and. extraordinary
chorale_like_Gigue._The_prevailing_texture_is_a
complicated ~three-voice: counterpoint,~with "a
complex” subject of intense expanding
chromaticism and weaving in and out of the
‘fugal™theme: Jaigueling Cole

von-Atlantis'.

John Ireland (7879-1962)

Alan Bush: *My studies-and'Friendship with

John ireland”-(1979)

This article was written as part of a John ireland Centenary
Programme broadcast by the B.B.C. in October 1879. it gave
a portrait of the British, composer John Ireland, of whom
Alan Bush said: "I"don't think people haveany idea of ho

passionate his.music really is ~nearly all of it". "From 1918 to
1922 1, was a student-atthe Royal Academy of Music. Ope of.
my piano professers was Miss Lily West, who had performed
some of John Ireland's music in public. | studied his London
Pieces composed . in 1917-1920, and his Sonata, written

introduced_ me’to him personally in 1921, when | played his
Sonata-to-him.-Subsequently, 4, playsd, this.Sonata in the
Wigmore®Hall in-1929-andalsoin_Berlin.in_1831_ |- lefiythe
Royal Academy of Music inFi922 and started my five-years of
composition studjes with John:lreland-tn-September-of'that
year.— John-lreland's-methods of teaching comp sition
followed those--which-he-himseif had undergone ty

ears before as a student of Charles Villiers Stanford-at the

Royal College.of Music..For.my-first year, I stidied the idiom——

and--contrapuntal technique of Palestrina anfgwas
introduced to English, Irish andGcottistr follc-music. | then

proceeded to_actual compositiony-andpwrote—a—Faftasy.—
SRSt Quatten in-A e
Minor,-Op 4;-a Quartet-for Piano Violin"Viola -and-Cello, Op——

Sonata-for-Violin.and. Piano,-&py. Stri

5. songs, a Symphonic Iipreésign for Orchestra, Op 8, and
lastly, a Prelude and Fugue for Piano Op 9. John Ireland-r(vas

an.exacting teacher. A student ¢Fhis had-to-produce worik of P——>~(

composed-in ‘Chelsea~between 1918-1920. Miss Lily Westr]— 9 7hota

«_with Chopin: "He
*__,iﬂ_ethor*his_ballades_.came_from._Micki

Auschwitz Birkenau

Fryderyk Chopin (1810-1849

was-born—in Zelazowa—Wola, _near_Warsaw,
probably-on.the,1st.ofZMarch :1810,"and died.in
Paris on the 17th of October 1849. Composed in
1835, Chopin's Ballad No. 1 in G Minor Opus 23
was-dedicated to-Mr-le-Baron-de Stockhausen.
The Ballade as a literary genre reached Poland in
the ‘earl/ ‘years of the 19th century. It found its
finest advocate in Adam Mickje 'gz one of
'sforemost poets, whose callection” of
poems published) in gsz& under the title
*Ballady i romanse* waS4the first programmatic

k:;of-Polish —ramanticism. [It—was_ Fryderyk
Chbpin—who composed —the—first-purely
ihstrumental ballades. The inspjiration probably
from Mickie{N_ia,_Robert:Schuma n has

ggﬁﬂef’é:‘_ﬁassagé

also... mentioned that the
wicz's
oems“Fhis.theoryappears.to:be-corroborated
y the fact the composer's circle of triends
referred to the first ballade as ¢"hé" Pplish”.

a consistently high quality, though voluminous quantitiy 5'7"""'*-5*"
not expected—During—my-period with him7l Was;;l'fo . [lt
— n

appearing_as.a. concert.pianist. In 1928, 1 wentlabroad to

lladesasa-mature
) £ ~Paris:—Thein " opus
mbers bear.witn ssetp thisp23, 38,47.and 52.

ahapin:composed his-fur-

h
ist,—during - his- !ealrs*'i :

study-with-Artur-Schnabel;-and;-entering-Berlin-University -l—*-r*-:L':.szt,:B;:ahrps:an'd:Gu{ieg;anrete:later_tﬂ:ent' le solo
studied the elements'of"philus‘nphy.:and:mt_lsiculbgy:_:“’_ 'tanbﬂﬁiefes:‘ﬁaliaﬁst@rdidiﬁ ufe—and! Frank

systematically. | returned to  Gféat Britain~in—1931 and
continued to see John Ireland quite frequently. In {1936 Hp
was.invited by-the B.B.C..to-compose a work to celebrate the

Martin compositions j‘gr;pianp an orchestra:

These are.just a féw names_thatimight be men-

accession* tothe; throne-of King-Gearge-Vi—As-there wa
little time, he asked me to do théarehastration. for-him-Ha
would-indicate ;the -instrumentation- he- had-in-mind:
work | did and he dedicated the pieceto me: It is'the'choral
work These Things Shall Be.-In assessing his contribution’to
musical _art_in_Great_Britain,_one_should _remember_that
except-for some-compasitions-by -Elgar,- such-as the-Violin
Concerto and the first part of The Dream of Gerontius; the
general level.of professional_musical_life_was. poor. Yet_in
John Ireland’s contributions to music are to be_found his
thirty-nine solo piano works and his sixty-eight songs for
voice and piano, which are musical works of such quantity
and_quality_that_he_was_unrivalled in_both these. genres
during-the -first- half- of - the - 20th- Century- by -any - British
composer_ and by few of any nationality during this period.
In his mature works, the basis is an English melodic style,
absorbed during his stay with Stanford. At first'he combined
thisCwith “a ‘harmonic’ vocabulary, derived “ejther from
German  chromaticism™ or~ from ™ French ~20th~ Century
Impressionism; _but..later_ his_harmony_developed _in_an
English-idiom;~ persanal -to-himself;- which-overcame-the
eclecticism which colours his earlier mature works*.

Alan'Bush, Copyright, Alan Bush Music Trust,
Pririted here with the Kind permission of the Alan Bush-Trust.

"Through.the gullies and tracks of God's raked acre of death, ploughed by angels, maintain
respect! Lives are sufficient!
The frontier is freedom, the goal is love, the purpose is
beauty - transfigure nature's drives....." Verse poem - Viktor Ullmann - Trans. Michael Haas.
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Letecky snimek Terezina z predvalecné dob

*=—tionéd in-this-tontext-Chopin's Baljads-occupy a

. - spedal_place_in_this_okuvre 'ds 'a whole, each

exemplifying a different idiosyncratic character-
istic. {In’ this connection ‘it is worth quoting
Schumann_again:_*" I heard~a mew bailad"by
Chopin~(that~in~G~Minor). It seems-to-me-to
betray-more—genius- than--any-other+of+his
compositions (even if it is not his greatest work
of genius). | told him | liked.it better than any of
the- others—-After-lengthy-reflection-he-replied
emphatically:-*l--am-pleased, -it-is-also—my
favourite' * (From "a letter-to Heinrich Dorn
dated +14.9 1836 ,Korespondencja: Fryderyka
Chopina,-Warzawa-1955,"Vol 1, p!420). Finally,
attention._should_be drawn_to_one_intrinsic
feature “of “Chopin's_Ballads:_their~dance-like
manner, which derives from 6/4) or 6/8 metre
pervadingr.all_four.-works. Often employing
archetypes__of__lyrical,” pastoral,” dramatic,
legendary, phantastic, heroic,” wistful- and-epic
themes;—which—constitute complete;
homogeneous and totally’ poetic listening
experience, which_is_pure piano: soundscape.
Jacqueline Cole

—of-aZconversation=he held'

No smoking in the auditorium or foyer. No recording or
photographic equipment may be taken into the
auditorium, nor used in any part of the Hall without the
prior. written permission of the Hall Management.
Wigmore Hall is equipped with a 'Loop’ to help
hearing aid users receive clear sound without
background noise. Patrons can use the facility by
switching their hearing aids over to ‘T". In accordance
with the requirement of City of Westminster, persons
shall not be permitied to stand or sit in any of the
gangways intersecting the seating, or.to sit in any of
the other gangways. if standing is permitted in the
gangways at the sides and rear of the seating, it shall
be limited to numbers indicated in the notices
exhibitedin those positions.

“Jacqueline Cole would like to.express
her heartfelt gratitude to.the John
Ireland-trust-and-Glive-Marks-for-his
invaluable support of the>work of the
Viktor Ulimann Foundation and Pavel

aas-Foundation UK.”

Renata Karpinska



